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Lecture 1 


[Pictures/slides were unavailable for inclusion with these 
lectures’ texts.] 

As a sort of episode inserted between the lectures now 
being given, I should like to-day to bring forwards a few things 
about our building, so that our friends may find in what will be 
said, a sort of foundation for their own work. We shall have, in 
the near future, to take strong measures in different directions 
for the benefit of the cause, so that the Dornach Building, the 
“Goetheanum”, should be made the centre of the movement 
for Spiritual Science from the point of view of Anthroposophy 
for which we intend to work. It would be of great importance if 
the Goetheanum could also be made known to the outer 
world, so that those who have not at present an opportunity of 
seeing it, may become acquainted with it. The very way in 
which this building is put before the spiritual culture of the 
present time may, if brought to the consciousness of our 
contemporaries in the right manner, work in the direction, 
which we consider is the needful direction for the age. So to¬ 
day, when I have said, I wish to provide a foundation for that 
which others will carry forth into the world, I will once more 
give you a little of what I have already expounded here in 
other connections, so that from what is contained in these 
episodic lectures, a complete conception of the whole may be 
formed. 


To begin with, it must be stated that the Dornach Building 



has grown out of the Anthroposophical conception of the 
world. The Building was able to grow forth from this for the 
very reason that when this conception is rightly understood, it 
will itself possess the inner force with which to create its own 
artistic forms and figures. Once again, I should like to repeat 
what I have said before in other connections, that if any of the 
spiritual tendencies of the present, which with their various 
programmes come before the world to-day, had at any time 
required a building of their own, some architect or other, and 
some artist or other would have been approached, who would 
have built a house in such and such a style, in which the 
movement it was built for could have been carried on. There 
would have been an external relation between what went on 
within it and the building itself, which might be either of the 
Renaissance period, or of ancient Gothic style. 

There must not be any such merely external relation 
between the conception of the world which is to be given forth 
at Dornach and that which encloses its activities. The relation 
between them is to be an inner one. Every detail connected 
with the housing of our activities, every detail of form and 
figure had to proceed from the impulses of this world- 
conception itself. If you bear this in mind, you will see, that 
this is connected with the position Spiritual Science or 
Anthroposophy claims in the whole development of mankind. 
The life of modern humanity has become simply intellectual; it 
has become so because for centuries modern humanity has 



hardly received any other education than that of thought. 
When forms have to be created, people turn to those already 
existing to some one or other of the old styles of architecture; 
just as when they wish to make anything artistic or such-like, 
they do not turn their minds to the conception of the world, but 
to something which has been substituted in its place. What 
actually brought this state of things about? You see, in 
everything of note in human culture there have always been 
two streams flowing together. The presence of those two 
streams can be traced far back in the historical development 
of mankind. One of these, which has achieved its greatest 
intellectual development in the last few centuries, can be 
traced back to what we may call the Old Testament outlook 
on the world. We must never lose sight of the fact that one of 
the essential tenets connected with this was the command: 
“Thou shalt not make to thyself any graven image of the Lord, 
thy God”. The pictorial representation of that which is of a 
spiritual nature, was lacking in the one stream of human 
development. And this still holds good up to the present day in 
the modern development of this stream. 

Many schools of thought and of philosophy, many different 
sciences and popular conceptions of the world have been 
built up, but none of these have, of themselves, succeeded in 
creating artistic forms. All that has been achieved is the 
establishment relationship with the inartistic element of the 
present day conception of the world. Our modern age is not 



concerned with creating new forms, or with giving shape to 
what is capable of representation. 

But really there are two entrances into the world of the 
spirit; it may be entered in the intellectual way in which it is 
penetrated by the monotheistic religions, in which case the 
thought element, the intellectual, is principally developed. By 
this means great progress can be made along the lines 
followed in our most recent times. Or, on the other hand, the 
element which is to be found in the imaginative may be 
cultivated, the element of vision, of life in course of formation, 
modern humanity has not much living relation with this latter 
element. It revives bygone styles, old methods of artistic 
representation, but never identifies itself with them. Indeed, 
things have gone so far that, on the one hand those who 
wished to create artistically had an actual fear of every kind of 
philosophy, for it is quite reasonable to stand in some sort of 
fear of the modern world-conception, which is imaginative an 
intellectual. Put on the other side this has been a great 
disadvantage in another sense to the development of modern 
humanity. This disadvantage itself is the sign of decadence of 
recent times. 

Some time ago in this very place, I drew attention to the fact 
that in all the present struggles of humanity there is something 
of the Jehovah-striving of the Old Testament, that in a sense 
an endeavor was being made to make each individual people 



what the Old Helm wanted to make of themselves and that 
Christianity, as such, has not fully entered the hearts of 
modern humanity. And so a certain intellectual thinking, an 
intellectual feeling concerning humanity as a whole, has in a 
one-sided way grown up round our social life. But man as 
man, Or man as a community, can never be understood from 
a purely intellectual standpoint. 

What man is, that in him which enables him to take his 
place in social life, can only be understood if we rise to 
imaginative conception. Anyone who is acquainted with the 
law to which such things are subject, is aware that even the 
Fairy Tales, the legends and various mythologies contain 
more wisdom concerning the real nature of man than does 
modern science, which does not even possess the means of 
giving man an explanation as to himself. People are afraid of 
the inpouring of the spiritual, which can only manifest in our 
human civilisation in the form of pictures; they dread it. But 
our civilised life will never be raised until men’s hearts are 
once again filled with a conception of the world not only 
capable of forming from itself thoughts, but of creating forms 
and permeating the whole of life. We want to make a 
beginning, yet in its own way it is intended to show all that can 
be accomplished by a really creative conception of the world 
at the present time and more especially what it must do in the 
future. In a sense you see before you, in a picture, all that is 
characteristic of the conception of the world which is studied 



here, when you are confronted with that which is meant to be 
representative of it, when you see the Goetheanum on its hill, 
at Dornach. 

If we wish to describe in a few words the special 
characteristic of this conception of the world, it is this: The 
realisation that in this age a new spiritual life must be revealed 
to man. And as we approach the building which is to stand for 
the spreading of this new spiritual life, we cannot but feel that 
a new revelation is to he made. Anyone who draws near to it 
cannot help feeling that something will reveal itself here, 
something new in the development of humanity. The very 
shape of the building impresses you with the sense of 
something new making its way into the development of man. 
Two cylinders of circular shape, in neither of which is the 
circle complete, covered with hemispheres equally 
incomplete, expresses the duality of that which is revealed 
and of that which comes to meet it. The very predominance of 
the two domes conveys an impression to the observer, as he 
draws near, that something is enclosed herein, something 
enclosed but which intends to make itself known. 

Do not take what I an now saying in a symbolical sense; 
take it in an artistic sense and you will then develop the right 
understanding for it. I shall have to speak further about these 
things, but this evening we will begin by making a survey of 
the different effects produced by the contours of the building, 



seen from without. Let us begin by supposing that someone 
approaches if from the North-East from any point around the 
hill on which the Goetheanum is erected. He would then see a 
Building which could be in no other form. This is the feeling 
which ought to be experienced, when directly confronting that 
which stands as the representative of a new world- 
conception. 

Seen from another side the building presents this aspect. 

A more distant view seen from the neighbourhood. 

It is first of all necessary to study the different forms. 

It was in 1908 that the thought first occurred to me to erect 
a building with twin domes. But much of the original plan had 
to be altered, for it had originally been intended to put it in a 
city, in Munich, where it would have been surrounded by 
houses, where the outer architecture would not have had to 
be so much considered. When the building had to be 
remodelled to stand upon its 

present hill, it became of course necessary to so plant the 
outer architecture that it might produce the right effect from 
the different points of view in the neighbourhood. Here let us 
begin by noticing that the building stands on a sort of platform, 
not absolutely on the ground. 



We now draw rather nearer to the Building and this is a 
picture of the principal entrance. Kindly observe you begin by 
entering the substructure and that, as we shall see, the 
staircase by which we ascend to the auditorium belongs to the 
substructure of the Building. Having ascended that, we then 
enter by the main door into the real Inner Hall. The Building 
stands rather above the level of the actual surface of the 
ground. It will be apparent to anyone who approaches the 
Building, especially when he finds himself opposite the main 
door, that an attempt has here been made to depart from the 
usual purely mathematical-geomatrical-mechanical structure 
forms, and to discover organic ones. Of course those people 
who are quite accustomed to the old conception and who 
believe that the geometrical-dynamic can alone rightly hold a 
place in the art of building and in architecture will have many 
objections to bring against this introducing the forms of 
architecture into organic forms. All these objections are 
known. But here we have actually dared to make the attempt. 
Then, however, we had to think the whole thought of the 
Building as of a living organism. No one will understand what I 
mean by this, unless he himself really makes the endeavour 
— which very few people will do as yet — to turn his feelings 
away from all that is symbolical and intellectual, from 
everything merely mechanical and mathematical, and allows 
himself to be carried into a really organic-artistic, a feeling 
way of thinking. This does not imply that the form of an 
organic being is symbolically expressed in the structural 



forms, it means that in order to understand an organic being 
we must realise that a quite special sort of intuitive thought- 
form is necessary. We shall have to become accustomed to 
these intuitive forms of thought. And we then ought to be able 
to find these architectural forms even coming of themselves 
quite originally and elementally, out of the intuitive thinking. 

I should like to draw your attention to something of which 
most people in the present day have no suspicion. It may be 
said that in nature there are organic forms. Structural forms 
are made, more or less modelled on some such organic forms 
in nature, structural forms which in a sense are a symbolical 
expression of the organic forms of nature. But nothing of that 
kind has been done. There is no direct prototype in nature of 
structural forms here. And if a man seeks for such in nature, it 
only shows that he has failed to understand the whole basic 
thought of what is in question here. 

To be capable of understanding an organism is a very 
different thing. For when a man really understands a natural 
organism, he then possesses a kind of thinking which is able 
to find organic structural forms quite independently of nature. 
But such forms as these must be discerned in complete 
independence, they must be created from out of their own 
form-essence. They will then, if they result from a real living 
structural thought, bear the nature of the organic. What then is 
the nature of the organic? Well, take as an example the most 



complicated organism, man, and then take merely the lobe of 
his ear; if you have the right intuitive thinking and feeling, you 
will say that the lobe of the ear, situated where it, is, could be 
no other than it is; in its place it must be just as it is. It is the 
right width, the right height, and is properly rounded off, and 
so on. And this must be so in every single form in this 
organically conceived Building. Each detail, in that it 
represents a part of the whole, must make evident in its own 
form that it is indispensable. The very smallest appendage in 
the different parts of the Building must be as manifestly 
indispensable as the lobe of the ear, or an arm or a hand is to 
the human organism. 

Nothing here has been copied from nature. And if these 
forms remind anyone of this, that or the other, it only shows 
that he is not judging of the Building from the standpoint of 
Art, but that his opinions are inartistic. If the forms in the 
Building remind one of anything — and what is there that 
people have not been reminded of— human eyebrows and 
eyes and so on — that only proves that he is judging of each 
thing on its own merit, especially; whereas each detail in the 
Building only has a significance in its connection with the 
whole and must be so understood. 

The motif which we encounter in the main entrance is one if 
those organic motives to which we have been referring. If you 
take the various motives that are to be found on the different 



sides of the Building you will find that they are always formed 
in accordance with the organic principles of metamorphosis, 
so that the one always grows forth as a development of the 
other. For instance, look at the motif here, above the principal 
entrance. If you can feel it in its forms, you will feel the same 
form again in the motives of the window of the side-terrace, 
which you can distinctly see here to the South. The motives of 
the windows are apparently quite different. But in studying 
them you will see that they develop out of that one over the 
principal Entrance in the same way as, according to Goethe’s 
principle of Metamorphosis, the different organs of the 
blossom develop from the leaf. It is again a metamorphosis of 
the same motif. We can only develop a living thought of the 
Building, if we really inwardly and intuitively grasp the 
principle of metamorphosis. 

In what is attached right and left of the Principal Entrance 
you can see that the attempt has been made, just as it is in 
nature itself, to cause one motif to proceed out of another; 
although there has been no copying of what is organic. In 
every line and surface you can see that they all proceed from 
the same principle — like that same principle which causes 
the cheek to be carried from the temple of the forehead in a 
human face. The evolving of the cheek from the temple of the 
forehead might really be taken as a subject of inner study. 
Only while doing so we must be free from the purely 
intellectual ideas of the world. We must be able to view the 



world in forms, without beginning to symbolise. We then shall 
be able to see how one surface, one form, proceeds out of the 
other in such a way that they might really have grown forth; 
and besides that, they really belong to the place where they 
are. Now in the whole of this building there is not a single 
thing that is mere symbol. At the time when our movement still 
had many people in it who were full of sectarianism and false 
mysticism — which tendencies indeed I had to fight over and 
over again — but when there were these tendencies in the 
different persons who came into our movement from co many 
different quarters, persons of artistic natures who happened to 
come among us were often horrified at this tendency to 
symbolise. These members valued a Rose-Cross, a cross 
with seven roses, far higher than a really artistic motif. Now in 
this building we may say that this has been definitely 
overcome and that what is really creative in a conception of 
the world has been expressed in forms without any transition 
though the symbolical. 

I want you to notice that in the forms, (though of course all 
this is only a beginning) an attempt has been made so to 
shape the surfaces that they lean towards the corresponding 
centres of support. (Krafte-Lagen). For instance, if you go in 
at the principal entrance of the substructure, you will see the 
arches. If you study the forms of these arches you will find 
them so constructed that their lines follow the distribution of 
weight of the building. Towards the door, where the weight is 



less, the arch is wider; where the arch curves towards the 
building it bends inwards, the curve is arrested. Thus the 
forms of the arches correspond to the distribution of weight. If 
you can feel the forms in this way, you have grasped a 
structural thought. 

In the part between the principal entrance and the one 
wing, you can see the motif of the principal entrance in 
metamorphosis. There you can study the metamorphosis of 
the separate forms, which allows for the motif of the side-wall 
which is to follow. When you go in at the principal entrance 
the motif meets you, whereas here you pass it by. An organic 
structural thought should express whether a motif is one that 
is to meet the eye, or is to he passed by. It is the same motif, 
in different states of metamorphosis. Similarly that which 
finishes it above, which overhangs the motif— is only a 
metamorphosis of that which is the motif of the main portal, it 
is differently formed, but has only become different in the 
course of its metamorphosis; it is the motif of the principal 
entrance. 

In the motif of the side-terrace windows, you can study how 
organic shapes are formed. The motif completing the windows 
above is precisely the same as that you have just seen over 
the windows and the motif over the principal entrance, only in 
an organic growth it is the case that metamorphosis comes 
about through that which in the one structure is wider and 



more forceful, becoming contracted and condensed in the 
other; what in its earlier state as in a more primitive form, 
extends to more ramifications. It is just in this that 
metamorphosis consists, and here you can see it carried out. 
And I should like to draw attention here to the fact that in the 
whole building the endeavour has been made to develop 
structural truth, architectural truth. That is actually very little 
understood in the world to-day. You can here see the 
overcoming of the mere Renaissance idea. The setting of 
windows is not merely decorative, but as you see it arises 
from below. In the whole building there is not anything to be 
found which does not convey its actual purpose. 

Nothing in this building lies, whereas in the present-day 
conception of architecture there is an enormous amount of 
untruth and deception. In our civilisation there is so much 
untruth in our forms that it can hardly be wondered at that so 
much of what men say is untrue too. Here the endeavour has 
been made that everything shall absolutely and truthfully 
express what it actually is. This can never be the case in 
symbolism, which always contains something arbitrary. I want 
you to take note of this. 

You see in metamorphoses that which is above the 
principal entrance. Of course, you must bear in mind that 
whatever you see here is nothing but a new beginning. I 
always say over and over again, to all who will listen, that if I 



had to construct the building over again, it would be very 
different. This is just an attempt. But in its different parts you 
can see what we really intended, how the organic structural 
thought has been carried out, and how, for instance, the 
merely mathematical-geometrical-dynamic column formation 
has been developed into the organic, so that nowhere is the 
principle, merely of support or of burden in evidence, but 
everywhere the principle of growth can be seen, the coming 
forth of one from another. And as we shall see tomorrow, 
there is a marked effort to carry out this idea in the 
architecture of the interior. 

Here you have the picture of my original model. I wanted 
first of all to give you a conception of the idea one receives in 
approaching the building. I wanted to show you the effect it 
ought to produce when you walk round it. now show you the 
inner part, in my original model, carried out in wood and wax. 
This model was the basis of the whole building. You see it 
here cut in two through the centre. You can thus see under 
the great cupola.the seven columns which, in succession, 
encircle and enclose the auditorium. Here in the middle is the 
place of the Drop-Scene, and here beneath the smaller 
cupola you see 6 of the 12 columns which encircle that space. 
As here seen, the building is divided from West to East. In the 
East will stand the principal Group: the Representative of 
Humanity, in the midst of the Luciferic and Ahrimanic 
elements. Concerning the principle by which these columns 



with their capitals and architraves were constructed, I shall 
steak tomorrow. 

Here we have the ground-plan of the building, the principal 
entrance with the staircase on either side, the auditorium, and 
the space beneath the small cupola, the place in which the 
Mystery-plays and the Eurythmic-representations and so on, 
will be given. These two spaces will be divided by the curtain. 
On the line dividing the two will be the speaking-desk, on both 
sides of this dividing line are the two side-alleys, for the use of 
those engaged in the representations, and their dressing- 
rooms and so on. 

This ground-plan will show you that certain things were 
indispensable to the building. Whenever I refer to this ground- 
plan I am always anxious lest the actual structural thought 
should be misunderstood. I once gave a lecture in Dornach on 
this ground-plan and its form, drawing a comparison between 
it and the human form. Some of my listeners jumped to the 
conclusion that the building was a symbolical image of the 
human form. That is absolutely not the case; but if a man is 
able really to understand the human form and how on the one 
hand it is an instrument for thinking and on the other hand for 
willing and that both these are held together by the power of 
feeling; if he understands the whole human structure, the 
formation of the head, and limbs and the trunk, with the heart 
system as the centre, he then would also be able to construct 



other organic forms. And this is one of these other organic 
forms. On this account when one sees this and the organic 
form of man together, it is possible to find a certain relation 
between them. But there is absolutely no question of the one 
being modelled on the other, for the Building here is in its 
organic architectural form constructed from out of that which 
is organically creative in nature and from cosmic activity itself. 

You will be able to see the same in the transverse section 
that I will now show you. 

The small cupola, as connected with the great cupola. This 
cut through the centre from East to West. The whole Building 
has but one axis of symmetry and everything is arranged in 
accordance with that. That necessitates the structural thought 
being a living one, for the more highly evolved organism 
develops along a certain axis. Certain lower organic forms 
alone evolve from the centre; and we may take it, that as a 
result of the attempt that has been made here, certain more 
perfect forms of building than the centrally constructed 
(Zentralbauten) ones, will be developed, because a first 
beginning has been made to follow the principle of organic 
growth along an axis. 

Here you have the vestibule into which one enters through 
the door of the substructure; and this is the stairway by which 
one ascends to the terrace. You see that, forming part of and 



attached to the balustrade of the stairs is a remarkable 
structure. What this actually is can perhaps only be 
completely grasped by one who is able to look away from 
everything merely intellectual, in order to see only the artistic. 
When this form was about to be made, I said to myself: 
anyone going up these stairs must have some sort of halting- 
place, to bring about in him the right frame of mind. Now just 
look at these three directions of space. But it will not suffice to 
look at them, you must notice how they droop over and bulge 
out, how weighty they are, bending over with their own weight. 
If you take the whole form into your feeling, they will be to 
you,the expression of the mood which it would be desirable 
for you to have when you ascend these stairs. Anyone who 
goes up them will have a premonition that here, in this 
Goetheanum Building, he will find something which will give 
firmness, security and strength to his life, which will give him 
something to his balance. One ought to have that feeling 
here, for simply from that feeling did the form arise. I might 
say that besides this, one should feel that the form must be 
what it is, for although it is not slavishly copied from them, it 
does resemble the three semi-circular canals which form the 
small auditory bone of the human ear. If this organ of the 
human ear is injured a man falls, he loses his balance. It is an 
organ of balance in the human organism, a diminutive organ 
of balance. 


Now one cannot help feeling that there must be something 



here to help us to enter the Hall in a properly balanced frame 
of mind. This is no puzzled-out idea, it has been really felt. If 
one takes it as a thought-out thing, it will be his own fault, for it 
shows he has begun by reflecting and digging down and 
speculating. There should be no question of speculating or 
puzzling out, but of feeling the heavy pressure of the 
overhanging weight of feeling the form and in so doing, of 
arousing the mood that may come over one while mounting 
these stairs. 

Here is one of those vaulted arches which can only be 
understood by organic structural thinking. If you stand here in 
the Building and feel the Building, that is, feel how you come 
in or out there, and how you go up the stairs, meeting all the 
weighty pressure of the whole Building, you will then feel this 
curve is expressed exactly as it should be: while at the same 
time you will feel what the whole structure means. The 
attempt has here been made to give over to the organic the 
work that is generally done by columns or pillars. There is 
nothing in this but the feeling for form that comes when one 
intuitively feels the supporting strength, which this particular 
form must convey. If anyone is reminded of an elephant or a 
horse’s hoof he may be so but, that only shows that he does 
not consider it from an artistic point of view, but merely an 
imitative one. What is important here is the being able to feel 
that weight has to be supported, while that which is to bear it 
grows into this form, develops into it, and that this arch could 



curve in any other direction but this. It is not a question of 
copying anything, but of trying to feel the weight-carrying, 
weight-bearing forces, and of moulding such forces as are 
able to bear weight. 

In the ordinary-structural-conception the geometrical- 
mechanical-dynamic weight-bearing and carrying, is the only 
feeling one has. But here in every surface and line should he 
expressed in the structures, the beginning of the feeling for 
life. If the things I have mentioned do away with all that is 
merely speculation, you will have understood the subject in 
the right way. 

To-morrow we will continue and pass from the outer to the 
inner architecture. I believe that when all that underlies the 
conception of our Building is made known to the world, and it 
is shown that here something really new in the way of artistic 
forms is growing out of the Anthroposophical conception, we 
shall be able to arouse a feeling for all that is being done not 
only in this line, but also in regard to the social question. 



Lecture 2 

My Dear Friends, 

Yesterday we considered the Building from the outside, 
from different aspects. To-day we will approach it from the 
inside and will try to bring before our mind the idea of the 
inside architecture. This idea of the inside architecture might 
be described something in this way. When one approaches 
the Building as it appears at present from the outside, the idea 
called up through the impression that one gets, is, that here is 
an enclosure that in a way is cut off from the rest of the world, 
and containing an idea in itself which has to be introduced into 
the present evolution of humanity; something that has a new 
element to be brought into the evolution of humanity. The 
outward forms point to this something that is new in the 
contemplation of the universe. They aim at a new style. If the 
Goetheanum had been built in the old style of architecture, it 
would not have been possible to receive this particular 
impression that I have to emphasise. This inner architecture is 
now to be shown in contrast to the outer. 

When we come from the terrace through the main entrance 
and step into the first Hall, turn round and then towards the 
West side, we see this picture. We have before our view that 
which shuts off the space above, the first two pillars to the left 
and the right. As we go a step further we see here the capital 
of the first column to the right and left, and above that the 



architrave. If you will notice that which is essential you will 
mark the progressive development in the configuration in the 
capitals of the columns as well as in the architrave over the 
capitals. 

Yesterday I told you that the chief thing about this Building 
is that everything is felt to be in its place by reason of an inner 
necessity, exactly as a limb of an organic body is felt to be in 
the place determined by an inner necessity of the organism. 
You can see that everything that is included within the 
Building is an attempt to express the idea which has inspired 
the Building, so that it does not appear as a habitation 
constructed with walls in which something arbitrary here and 
there is placed. No, everything included in the Building itself is 
in organic union with its spiritual idea, You can be sure when 
you look at the next picture (1 A) that it is in vital in connection 
with the one that has gone before. This is the organ left 
(photographed as you see from the model) which will show 
that also here the organ is built in full harmony with the rest of 
the architecture, so that you have not the feeling that it has 
been added but that it is a part of the whole form, as if the 
organ had actually grown out of the architecture. That is the 
fundamental principle upon which the whole Building is 
carried out. 

In the next picture (2) you see the first pillar and I want to 
call your special attention to the way in which the motive of 



every pillar develops out of the one that has gone before in a 
living metamorphosis. In order to do this we must look at the 
next picture (3) where the second pillar develops out of the 
first and where also the architrave motive is transformed in a 
developing metamorphosis, every succeeding form springing 
after its own law from the form which precedes it. You see 
here how the second pillar develops itself out of the first — 
that is to say when you take the forms which reach up from 
below and those which reach down from above, and when 
you picture to yourself how each succeeding leaf of a plant 
issues through metamorphosis out of the foregoing leaf, then 
you will realise how the form of the second pillar develops out 
of the form of the first pillar. The whole of it is to be found in 
continuing metamorphosis. 

If you would really get an understanding of what is meant, 
then you will of course be wrong if you attach exaggerated 
importance to the nomenclature which as a matter of fact 
only-relates to exterior conditions. 

The first pillar has been called Saturn, the second pillar Sun 
and so forth. Well, that is conceivable and that nomenclature 
is from a certain standpoint justifiable. But to abide by such 
nomenclature would of course be most inartistic. The 
essential thing is the relation of the second pillar to the first 
and the first to the second pillar. The essential thing is the 
change from one form into another for it is just in this change 



from one form into the other that the laws of world order are to 
be found, and ordain the change from Saturn formation into 
the Sun formation. I do not mean to say that these pillars are 
symbolic of Saturn and Sun, I simply mean that the law of 
change from Saturn to Sun is an inward law whose workings 
can be seen. This inner law whose workings can be seen has 
been expressed here in the sequence of the form. (4) We will 
now see the second pillar by itself. In the next picture (5) we 
show the second and third pillars together with their particular 
architraves. You see how in the first place the capitals are 
pictured in progressive metamorphosis and also how the 
architrave motif progresses, each form building itself up out, 
of the form that has gone before. Whenever you see a curve 
or a turn you must realise that this is not to be considered only 
as regards its own form but always in relation with the form 
that has gone before and that which is to come after. Through 
the entire development here neither a capital nor an 
architrave motif can be understood by itself. They exist as a 
sequence. They exist in their relationship one to the other. 
That is what we chew here. That is the truth which expresses 
the life element. Now we shall see the third pillar by itself. (5A) 

Now then, we will see the third and fourth pillars together 
with their architraves. We shall see as we continue that things 
become more and more complicated. That is in accordance 
with the nature of evolution. Evolution proceeds from the 
simple forms to the more complicated. You see here that the 



fourth motif is really very complicated in relation to the one 
that has gone before and especially the architrave motif is 
becoming more and more complicated. 

We will now see the fourth pillar by itself. As I have said 
before this pillar and this motif must be seen in their relation to 
all the rest. That is the essential thing in all the ideas 
expressed in this Building. Whereas elsewhere one finds 
repetition, here one has a progressive evolution. This is really 
the essential new element that has been brought into the idea 
of this Building. Whereas elsewhere the dynamics of 
Geometry are put before us in repetition so that like balances 
like here one is concerned with the growth of the one out of 
the other. Look at them again - this pillar and the following 
one — together with their own architraves. Here we see how 
the moss complicated motif will be found in the capital of the 
5th pillar and how the architrave motif becomes extremely 
complicated as it develops from the simple form which was 
there at the beginning to these very complicated forms. 

We will now look at the 5th capital by itself. Perhaps the 
form of this capital suggests to you the staff of Mercury wound 
about with snakes but you must not regard it as though it 
stood by itself - you roust look at it as though it were veritably 
a living metamorphosis from that which precedes it — as a 
composition that has not come into being as an isolated idea. 



You will see if you once again change this form according 
to law and also according to the principle of progressive 
change the next form will develop out of this one. 

We will now see this with the next once more and the 
contents of its capital. You have only to notice how certain 
lines which wind themselves about this Mercury motifs branch 
out from one another, how the Mercury motif with its small top 
and its points directed downwards appears to be growing 
larger, and notice how that which you see there at the edge 
grows to meet what is underneath it and is united with the 
Mercury motif. Then you will understand how forms which are 
in living movement grow through and grow out of each other, 
and that the succeeding motive is developed from that which 
has gone before. 

But I must draw your attention to one thing. Just now when 
we have passed the middle point and we look at the next 
motive and compare it with the one that has gone before you 
might be inclined to say that this is more simple than the 
previous one. This is a point which must be quite clearly 
stated. If you follow the idea merely intellectually it may seem 
to you as if evolution consists in the fact that beginning from 
the most simple forms it proceeds to more and more 
complicated forms so that the last form will be a perfection of 
complexity. That is however not the case. A wholly false idea 
of evolution has come into being in modern times owing to 



this mistake. It is just when we follow the idea of evolution in 
Art asp I had to do in order to model these capitals and 
architraves one from another that VT identify ourselves with 
the real principle of evolution in nature and indeed in the 
world. You have then to model things after the pattern of 
evolution in the world and in nature, then you get an inner 
vision of what evolution really is. The marvellous and 
significant thing is that this trend at first is towards the more 
complicated forms but just about at the centre, just when you 
have what is most complicated, this trend is reversed, and 
turns again towards the simple. 

Thus it has been shown in an artistic manner out of its own 
nature that when the most complicated stage has been 
achieved there come; a return to the simple and the 
complicated has to appear again in its most simple 
manifestations 

I should like very specially to explain to you this principle of 
evolution. Granted we had to follow the course of evolution 
through any form of metamorphosis we should say this here is 
a simple form (see drawing 1st form) Now we go a little further 
and see how a subsequent form can grow out of this one. 

Now let us understand how the following form grows out of 
this one. Here we have an illustration of the complicated 
which has grown out of the simple (the second form). The 
next still more complicated form could be moulded in this way 



(see 3rd form). Now you have the third form having grown out 
of the previous one. Follow the development further so that it 
becomes apparent to you what is organic and growing and in 
this way you will feel yourself forced from a certain point 
onward. Through this relationship (or connection) in which you 
come with the living principle of evolution you feel yourself 
forced onward to mould not something apparently more 
complicated but something like this (see drawing 4th form and 
the next you would feel obliged to mould in this way (see 3th 
form); that is if you are really immersed in that which in nature 
is the origin of the principle of evolution and the power of 
evolution. Then you would get a development which is really 
modelled from nature — that is, from the simple to the 
complicated, then again to the simple. Put this simple form 
which one now achieves has a certain quality It is indeed 
apparently simple but if you compare this simple form with the 
simplicity of the first form you will say to yourself “here is a 
simple roughly drawn line” (referring to the first one) “but here 
is a change” and one has the feeling that one can see in it 
what has gone before so that in a certain sense what has 
gone before is actually included in it and so you feel that out 
of the complicated comes the simple, in so far as this simple 
form builds itself up on a mysteriously complicated element 
(see the red line). So that the later evolution develops its 
simplicity out of the complicated. 


It is marvellous how if one traces evolution through Art we 



identify ourselves with what evolution really is in nature. You 
see how we are led in this way to something that I have often 
pointed out If we follow the principles of evolution merely 
intellectually, then it is easy to believe that humanity is the 
most perfect result in the development of the organic creation 
and that it is also the most complicated. This is not true. If we 
contemplate a human organ — say the eye — we find that the 
human eye as seen from outside is certainly not the most 
complicated eye. The eyes of certain lower organisms are 
much more complicated. They grow organs like the sword 
appendix; the fan of lower organic beings which if; like the 
continuation of the blood vessels in the eye. 

In man these organs have apparently entirely disappeared 
and the human eye has returned to a simpler form, but 
simpler according to the principle of that which I have here 
shown in Art. 

Now as I have said, if one contemplates this simplicity 
which develops out of the complicated9one has the feeling 
that this, line has to be completed in thought (dotted line). 
Simplicity is created from concealed complexity. Simplicity is 
what is seen outwardly, that is actually to in nature. Man has 
no appendix in the eye, and apparently no fan but if one could 
add to the physical eye the etheric, then there should be 
added that which in the lower organic beings is developed 
physically. Just in the same way as (see drawing) I had to 



add, the dotted line here, just as I had to build up that which is 
externally visible on the foundation of this by the dotted line, 
so the human eye in its simplicity, in its physical; simplicity is 
formed out of a complicated etheric eye-formation: the 
apparently simple physical out of the complicated etheric. 

This is a proof to you that when we really grow into the 
inner form in the way that the metamorphosis of forms 
demands, we grow into the creative principle of nature herself. 
For then we understand for the first time how evolution 
progresses in nature, and here, dear friend; you can see how 
necessary it is in order to understand a certain inward power 
of development that we must learn to know nature not only in 
intellectual ideas but to grasp her forms with the imagination 
of the artist. This is the thing that you must realise as most 
important in every sense of the word. If one is to try in the way 
that science till now has done to get at nature with ideas and 
conceptions of an intellectual kind one will never grasp nature 
in her fullness of evolution. One will, only grasp nature in her 
fullness of evolution when one has built up in pictures and in 
imaginations what are otherwise intellectual ideas and so- 
called natural laws, for nature creates not in intellectual ideas 
but in pictures and in imaginations. This is the main 
impression produced by our Building that it indicates to what 
kind, of representation we must progress if we would come to 
a satisfactory view of the world especially, in relation to the 
social future of mankind. The old world beliefs were 



developed from imaginations. You know the root of world 
beliefs is not to be found in intellectual ideas hut in pictures, in 
legends, in myths, and through pictures and images man 
sought to understand the forces which work in human life. 

And pictures and images were transformed into social 
impulses. All that originally came from the old pictures is to¬ 
day in a process of transformation and has to-day changed 
into intellectual conceptions; and intellectual conceptions 
cannot suffice for life. From this comes the present conception 
of the world with its dead element, with its destructive element 
containing within it the seed of death. And the conceptions of 
the world which appear new and young make nothing but 
sentimental and vogue claims. 

Nothing fruitful for the future can develop out of that which 
today appears in the form of social ideas. Anything fruitful for 
the future must be born out of an imaginative conception of 
the forces of growth. These must ever be comprehended in 
their actual inner reality by means of such simple forms. In 
this Building the principle that lives and works creatively in 
nature can be realised from within. It will be seen then from 
the moulding of isolated forms that so far as this Building is 
concerned you have before you that which you really need in 
order to build up a vies of the world and a social life for the 
future. 


It was of course a drawback that in the beginning the 



sectarian feelings of a great many people have given a false 
meaning to that which this building is meant to express, 
through over much symbolizing; and there have been people 
who consider it highly important that we should any that this is 
the Venus column, that the Saturn etc. These things that have 
a mystical flavour with which the mind can act a pretty play 
had to come to an end. In our time the task-of humanity is 
really something quite different from a mystical playing with 
ideas. And the main thing is that we deal with the clearest 
conceptions, and act with fullest consciousness — that is with 
that which transcends everyday consciousness — what I may 
call the super-consciousness, but which never descends to 
sub-consciousness. We must overcome all that pertains to 
day-dreaming, we must overcome all false and deadening 
mysticism. For higher than this mysticism, my dear friends, 
stands the everyday consciousness. For example while a 
raster Eckhardt or a John Tauler were in harmony with their 
particular time, to-day anyone who turned to this same 
consciousness which John Tauler or raster Eckhardt had 
would be entirely out of place in our world order. For the task 
of to-day is to get further, to awaken, not to go to sleep. There 
is much too pronounced an attitude among men for the 
pseudo-mystical, even among those who believe that they are 
on a better path But they only believe it. But there is still much 
too much of the idea that if we want to attain to spiritual truth, 
we can go to sleep a bit, we can dream a little, one can be a 
sentimental mystic. That is what is most injurious to the 



culture of our time. Instead of sinking from every-day 
consciousness into dreams we cannot sufficiently strive to 
climb out of the everyday consciousness to the more clear, to 
the super-consciousness. 

For this reason this Building precisely through its artistic 
side had to make certain claims. Men to-day when they are 
confronted with Art tend to become a little dreamy and where 
possible avoid thinking, which is so very exhausting, when we 
are following our everyday concerns, cooking or tending 
machines or planning architecture or anything of the kind, and 
we think we will rest a little when we are enjoying Art; we think 
we can sleep a little. This Building is not for that kind of 
sleeping consciousness. People with this kind of sleeping 
consciousness come into this Building and they say “we do 
not understand this.” We understand it in the moment we 
follow with the eye every turn, every curve — where we with 
the eye of the soul follow the physical eye — where we do not 
concern ourselves with all the rubbish about names, Saturn or 
or Sun, Mercury pillar etc. — where we follow the forms and 
see how one grows out of the other, how everything lives and 
interweaves, when we leave our false mysticism behind and 
really exert ourselves to follow these forms. 

We see that everything is not calculated to induce sleep but 
is for the purpose of awakening, for a shaking-up and not less 
for a becoming more aware than in ordinary life. This is the 



thing for instance, which pains me most. It is when I see again 
and again that people so love sleep even here in the 
Anthroposophical Society. They would like to pour out rest 
over everything and this is really the satisfaction of a selfish 
desire for sleep. Well, here the thing with which we are 
concerned is to become wider awake than we are in ordinary 
life. This Building can only be perceived in its Art form - in its 
inner artistic mobility when as we enter it we allow ourselves 
to be profoundly stirred and become more awake and aware 
than we are in everyday conditions. In ordinary life we sleep a 
great deal to-day, and it is from this sleep that our principle 
misfortunes come. That is why every single form must be 
conceived actively. We must be able to set ourselves inside 
these forms and this Building is a living protest against all 
morbid mysticism. The worst of it is that even from well- 
intentioned people a certain mystical fog has spread itself 
around this Building through gossip and chatter, so that other 
people are able to repeat it: If only we could deal with the 
objections of our enemies with the reply that those who love 
this Building are concerned with supremely active life’ But we 
must have a desire for this supremely active life. We must 
seek here not soul-spiritual indulgence but soul-spiritual 
activity. 

We must grow and not let ourselves be lulled in dreams. 
This is the thing which I specially wish to say with regard to 
this Building. If with the whole soul we actively identify 



ourselves with the living movement, with every single form 
which has been built into the whole, then we shall see that 
while this Building gives the impression from the outside, 
“here within is something which wants to reveal itself to the 
world,” in the moment when we enter it the forms will so work 
that the walls themselves in a certain sense will disappear. 
That is a new thing, viz, the way in which walls have been 
conceived in regard to this Building. Up to the present time, 
walls have always been built in such a way that they form an 
enclosure. The Art principle in these walls is that they roll 
themselves up so that we have the feeling the walls do not 
enclose us, the pillars do not stand there in order to define a 
limit. But the thing that is expressed in the pillars, the thing 
that is expressed in the walls break through the walls and 
leads us into living touch with the whole universe. 

The Building is shaped out of the universe. Just as the 
world itself in its living interweaving life, in its spheric 
harmony, so is this building intended. That is the thing we 
aspire to in our eurhythmies. Not to allow that kind of sleep to 
enter into our eurhythmic forms but that a greater awareness 
shall take place in the action of eurhythmies than takes place 
in ordinary life, which we never could express in ordinary life. 
The performer of Eurhythmies should not be overcome in the 
struggle he has to wage continually against sleepiness in life. 


We will now continue further with the pictures. This is then 



the pillar by itself in which you can see how when man comes 
to this perfection he comes outwardly to the perfection of 
simplicity. 

The next picture. Now here you see the last two pillars with 
their architraves. Everything has become simple although it 
has arrived at perfection. You see the marvellous thing about 
this is that through the harmony between nature and creative 
Art other harmonies now manifest themselves that have not 
been noticed before. If you take the capital of the first pillar 
you can place that which was convex into the concave form of 
the last pillar and vice versa. This was not intentional. This is 
something which has been born out of itself. The convexity of 
the first Pillar fit into the concavity of the seventh. The 
convexity of the third pillar in the concavity of the fifth, and the 
centre pillar with its capital stands quite independently alone. 
These are things which are born, just as in nature certain 
realities are born in progressive metamorphosis which do not 
need to be foreseen at all but seem like a kind of crux of the 
experiment which one discovers only at last when one has 
been creating in the same way as nature herself creates. Next 
picture. Here you see also the most perfect, and apparently 
also the most simple pillar of all. 

We will now let the seven pillars follow one after another so 
that we can see how one forms, as a metamorphosis 
emerges out of the other form — from the simple, the 



imperfect to the most complicated middle one, then back 
again to the most simple and the most perfect. 

The first pillar. You have only to imagine the principle of 
growth transforming this pillar and you will get the next, the 
second pillar, then the third, the fourth, the fifth, the sixth and 
then the last. 

Now for the next picture. Here you see the last pillar and 
the point where the great cupola impinges upon the small 
cupola. So that you have a glimpse here of the meeting point 
of the two cupolas, where the architrave of the big cupola 
impinges upon the architrave of the small cupola, only 
separated by the aperture in which.the curtain will drop. The 
little cupola is supported in the same way with pillars and 
architraves of which I can show you only a little. We have not 
been able to get good photographs of the others, but this 
juncture we shall see again in the next picture. 

The next picture. We see here another aspect of this 
juncture where one cupola impinges on the other. 

The next picture. Here we have another aspect of the pillars 
and architraves of the little cupola. And now you will see a bit 
of that part which represents an architrave space to the East 
in the middle of the small cupola. You see a bit of what is in 
the middle; beneath that will be the sculptured group of the 
Representative of Humanity with Ahriman and Lucifer in the 



vicinity. Above is the picture of the same. When you observe 
carefully this bit in the small cupola of which only a small 
portion is shown, you will see that in the forms of this 
architrave is included — as in a synthesis — everything that is 
shown in forms on the capitals and the architraves of the 
small cupola. This is here a comprehensive expression of all 
that has been expressed in the capitals and architraves of the 
small cupola. Here is to be found everything repeated again 
— of course transformed to accord with the place in which it is 
found. You will find when you compare that which confronts 
you in the form of the sculptural group showing the 
Representative of Humanity, Lucifer and Ahriman with all the 
different curves and forms and surfaces which are found on 
the capitals and architraves, contains in itself the whole 
Building in a certain sense. So that this sculptured central 
group might be conceived of as the synthetic epitome of the 
whole Building. Just as for example the human head is a 
repetition of all the rest of the organism, or, if you like it better, 
the human larynx and its neighbouring organs is an organic 
repetition of the whole man. Only that everything is put 
together in its own place out of an inner organic necessity. In 
the same way this Building must be grasped as a whole for 
the parts do not exist alone but each must be considered as a 
part of the whole. 


I want to draw your attention to the way in which this idea 
with regard to walls is apparent in a still more material way in 



the glass windows, the reproductions of which I cannot show 
you here. The glass windows are only works of art when the 
light of the sun is shining through them. At other times they 
are only like a musical score. Thus you will see that, these 
glass windows (about which I shall speak more fully later on 
but which I cannot show you now) are in themselves an 
evidence that the building does not stand as a thing by itself 
but that the light of the sun is imagined as unity with it. And 
now in the same way everything connected with the form of 
this Building is imagined as being in unity with the creative 
powers of the whole universe The Building itself may be 
likened to a bit of the whole universe. 

The next picture. This gives you the portal of our glass 
house underneath. You can observe once more how the 
effect has been made in everything which belongs to the 
Building to express in every form of truth that I have again and 
again pointed out. This glass house (and I have called it a 
glass house because it was originally built in order that the 
glass windows might be fashioned there) has also two 
cupolas. It is indeed a metamorphosis of the great cupola of 
the main Building. 

You have to imagine that the two cupolas of equal size are 
pulled apart, for you could not unite two equally large cupolas 
in the same way as you can unite a large one and a small 
one. It would he against the laws of nature. In order to bring 



the cupolas together as they are brought together in the main 
building they must be made of different sizes, the one large 
and the other small. If they are the same size they must be 
drawn apart and everything else must be adapted in the same 
way. 

You will see in the formation of the steps, how, in every 
case each individual line in its own place is the outcome of a 
law of necessity, and how a part is in every case an 
expression of the whole. 

The next picture. Now here you,see that which is to many 
people a monstrosity. It is the. house which is to contain the 
apparatus for the lighting and heating. If you were to ask me 
upon what principle this building is designed, I can only say it 
is fashioned in accordance with the creative principle of 
nature. It is formed in a way which, as you will see if you look 
into it, may be compared, for instance, with the way in which 
the nut shell correspond: to the kernel of the nut. It is true, is it 
not, that the kernel of the nut has a certain form? The shell of 
the nut fits itself exactly to the kernel of the nut. The shell 
cannot be different so long as the kernel has a determinate 
form which is the effect of quite a different cause. In designing 
such a building as we have here we have to consider carefully 
every detail it contains. What purpose does everything serve 
that is contained herein? For this is a building whose purpose 
is pure utility. One has to get a conception of what is here 



contained and of what purpose it serves — that is the nut. 
Afterwards one has to consider how to build the 
corresponding shell of this nut. To the “nut” itself belongs the 
smoke which escapes, this building is only complete when the 
smoke is rising. It is only a work of art if this chimney really 
fulfils its purpose. Then only will one see the necessity of 
these projections. We shall not look at theM as they were 
leaves of a plane or anything of that sort, but we shall feel 
ourselves into the shape and then we experience how this 
shrine is bound by an inner law of necessity to the crake. As 
the smoke is linked in organic connection with the building 
and also that which is happening inside the building, so in the 
same way we shall realise these globes. Imagine what would 
be there if we had not attempted to create this form. I will of 
course admit that we shall be able to carry out these ideas in 
a more complete way, but a beginning must be made and 
everything that follows can become more and more perfect. 
The beginning must be made, first, to demonstrate that a 
building which is designed for utility must follow some such 
inner creative principles. Secondly, it must be built with regard 
to the adaptability of the most modern material: concrete. For 
every material demands its definite laws of building. When we 
build in a certain material we have to observe certain quite 
definite principles, that are bound up with the very nature of 
the material. The conception of building must give expression 
to the idea of utility and also to the demands of the particular 
material. 



You see it is not to be wondered at that these things which 
are all more or less new are repudiated by many people. 
Those who are not familiar with these ideas will not easily 
follow what I mean. But it becomes easier and easier as time 
goes on. Every idea that has come into the world in this way 
has experienced at the outset strongest opposition. But we 
must always take into account that it is exactly with regard to 
the things that are at present working that we must not sleep. 

It is also necessary that we make a certain energetic stand for 
the essential. We shall not succeed for a long time to come 
with out the energetic stand even if there are only few people 
who can follow the things with really inner understanding, for 
you see how things are. We shall take the opportunity to¬ 
morrow when we are speaking of the paintings in the cupola, 
to speak more of many things about, around and in the 
Building. 

I have already said th.it you can see from all that with which 
we have been dealing how far this building represents that for 
which our anthroposophical ideas stand, and how every detail 
is born out of the way in which we look at the universe. If that 
could be brought into the world in the same thoroughness, we 
should have achieved something. For you see my dear 
friends, it is impossible for us to succeed to-day with these 
conceptions with which in past years we thought we should be 
successful. 



I gave you an example a week ago of the unsavoury lying 
methods which are being used. Why do they use such lying 
methods? I assure you that this is only the beginning of 
opposition. There is going to be lying on a much bigger scale. 
But I can show you how these lies are being systematically 
spread and the very lies that people are spreading, 
themselves, they use as further evidence. This systematic 
campaign will continue. I know there are many people in our 
Society who will not believe how low is the condition of 
morality in the world to-day, but it is necessary that we should 
not blind ourselves to these things. But we must realise two 
things. First the intensity of the campaign comes from the fact 
that people feel, here is reality, they will not let it evolve. If it 
was a matter of programmes, as has been so much the case 
in the past, the people would not take so much trouble to 
slander us. But people will take the trouble to slander what is 
born of real force. For because they feel that they are face to 
face with the future they will slander and they will lie. But it is 
not a matter of convincing liars of the truth; they will not be 
convinced; they do not want to hear the truth. The thing is to 
go to the people who are not yet lying and put things before 
them in the right way. Those who think that they can counter 
with arguments and proofs that which the Catholic Church is 
now spreading abroad against us do us very bad service. For 
to those who are spreading these slanders it is not a question 
of this or that truth — it is a question of turning minds against 
us. And if we were confront them with the truth it would be a 



matter of complete indifference to them, they would only lie 
the more. But we have to see through it, dear friends, and 
then adjust ourselves to the position. It is not a question of 
convincing those who lie but it is a question of showing to the 
world that is still uncorrupted, in what way these slanders and 
falsehoods are spread. I am more and more astonished (and I 
have to repeat this very often) that:the pernicious tendency 
shows itself even within our own Society to occupy ourselves 
with those who slander and lie and to endeavour to meet 
them directly, while our real task is to explain to the world 
what kind of human beings these people are. If we are not 
able to see right through this thing, dear friends, we shall not 
get very far because it is incumbent upon us, especially those 
who live here in the vicinity of this building to become 
objective and to develop interest in the great objective 
universe, holding ourselves above cliques and personal 
feelings, and all these commonplace puerilities. If we cannot 
become objective in relation to this building and what it stands 
for, then the movement will really not be able to get very far 
forward. We must subdue the purely personal; we must be 
able to put ourselves into the big interests of the world. And in 
everyone of its particular forms this building is a demand upon 
us that we shall escape from the, narrow personal points of 
view and rise to the great interests of the world. For every 
single form as a matter of fact expresses what is necessary to 
humanity for the future. 



Look at the abuse which is all around in the world. Do you 
find anything really pertinent to our cause? It is because 
people cannot find anything against our cause that they 
become personal. It is for this reason that they try to bring 
about the destruction of the ideas of this Movement by 
personal slander. It would be a sad thing if we were not able 
to look at these things properly and become aware of the 
things that are going on around us. 

To-morrow we will consider the pictures in the Cupola. 



Lecture 3 

Passing on to-day to the paintings in the smaller dome, it 
has not been possible to make lantern slides from the 
photographs of the paintings of the larger dome — as we 
pass on to the paintings in the smaller dome, I am indeed in a 
peculiar position, and everyone will be in this position who 
wishes to present an idea from these copies of what is meant 
by the paintings of the dome, to the wider public who has not 
first seen them here. The attempt has been made in 
accordance with that artistic point of view referred to, in my 
Mystery Play The Portal of Initiation, to evolve form in the 
painting entirely out of colour, so that, as regards the painting 
of the smaller dome, as far as possible, the influence of this 
point of view is actually felt — even then of course everything 
is only at the initial stages. To allow form to appear as the 
creation of colour is that which is aimed at here. If we follow 
the history of painting we see that this fundamental principle 
to draw forth all that is pictorial from colour, can really only be 
at the very beginning of its development. Yen tried in the art of 
painting because it offers the special temptation — this was 
even so in the most brilliant period — to express some 
naturalistic theme in reproduction. Even though it must be 
admitted — and who would not willingly admit, in reference to 
the production of Raphael, Leonardo, Michael Angelo and 
others? — that the greatest heights of pictorial art have been 
reached in striving for expression in this way, and it must be 
admitted that the whole modern cosmic conception which is 



unspiritual can scarcely do otherwise than somehow strive for 
expression, yet the time has come when a spiritualization of 
our cosmic conception must be sought; another principle, 
another way of artistic thinking, especially in the art of painting 
must make itself felt. This artistic feeling certainly will only be 
admitted by him who has a presentiment that in this world 
each element represents a creative whole. If we have a right 
sense for the world of colour we find something truly world- 
creative in colour. Anyone able to sink himself into the world 
of colour is able to soar up to the feeling, that from this 
mysterious world of colour a world of beings spring up, that 
the colour itself through its own inherent forces will develop 
into a world of beings. I might say: as we see the growing 
man in embryo in the little child, so can we see a world of 
beings in embryo if we have a right sense for the world of 
colour. 

Certainly it does not mean that we should have merely a 
feeling for the single colour; the single colour, as a rule, 
establishes only a relationship between man and colour as 
such. To see blue means to feel an intense desire, longing, to 
go out into the space in which the colour is manifesting, to 
follow the colour; to look at red calls forth a feeling of being 
attacked, as if one had to defend oneself against something, 
and so on with the other colours. Colours have also a certain 
relation with that which can be formed in colour, if we are able 
to draw the form out of the colour. Blue, for instance will 



always help if we wish to express movement, red will always 
help if we wish to express physiognomy. But what I mean has 
to do much less with single colours at with what the colours 
have to say to one another, whet red has to say to blue, green 
to blue, green to red, orange to lilac, etc. In this exchange, I 
might say, of speech, and exchange of activity between the 
colours, an entirely new world would come to expression. And 
we do not fully perceive this interchange of speech and 
interplay of: colours, if me are not. able to perceive colours as 
ocean-waves rising and falling, and at the same to perceive, 
playing upon the waves of colour, coming into life from the 
colour-waves, the elemental beings which develop their forms 
of themselves out from the colour-waves. 

Thus the attempt has been made to show in painting the 
secret of how to create out of the very nature of colour. For a 
greater part of that which is living, which we look out on, is 
born wholly out of the creative colour-world. As our vegetation 
has sprung forth from the ocean, so that which is living grows 
out of the colour-world. 

I might say, it is always pitiful to see how those who are 
possessed of artistic feeling truly feel that the old forms of art 
are bankrupt, that they can go no further, and how in spite of 
this the world is not willing to respond to the impulse which 
can only be explained through the anthroposophical 
interpretation of the world. Certainly this anthroposophical 



interpretation of the world must be something more than a 
mere intellectual idealistic set of ideas. It must be an intuitive 
perception. We must be able to think in colours, in forms, just 
as we think in ideas and thoughts. We must be able to live in 
colours, in forms. If our Building is to be what it is intended to 
be, it must in a certain sense, bring to expression, as in one 
living being, the spiritual, the psychic and the physical. The 
spiritual is essentially brought to expression in the forms of 
the pillars, the architrave and the capitals, etc. In these is 
reflected the spirit, out of itself creating form. The psychic 
finds its manifestation, for example, in the glass-windows. In 
this interplay of the external light with the engraving on the 
coloured sheets of glass may be dimly apprehended by the 
play of the psychic, and the physical, that shows itself in its 
own configuration if one has the right-vision for what is 
painted in the domes. The paintings in the domes express to 
a certain extent the physical substantiality. It is, of course, the 
case that in the arrangement of the Building, which strives to 
give an understanding of the world to come extent, there is a 
reversed order, as compared with the ordinary 
comprehension of the three world principles. This follows 
naturally in contrast to what one generally imagines, i.e. the 
spiritual above, the physical below. In that which should 
develop in the human soul as force of inspiration through the 
whole artistic structure of the Building there must be a 
reversed relationship. 



But this very creation from colours is of course just what I 
cannot show you in lantern slides, and therefore with lantern 
slides we do not get what is really essentially purposed in the 
painting in the domes. We get as it were inartistic ideas, 
effects of what is intended to he artistic. But of course that 
cannot be helped, and it is to be hoped that those who see 
these lantern slides of colour-pictures will regard there 
pictures as it were as crying out for something else, as not 
really giving expression to that which is intended. If we take 
them in the right way we must say, as regards these lantern 
slides of colour-pictures somewhat as follows: “What is really 
in these pictures, really wishes to speak to us in a totally 
different language”, and then we shall be led to see the 
Building itself in the original conception of it. And out of the 
contemplation of these lantern slides, this will be a longing 
that will then arise in him who has artistic perception. Hence I 
do not think it quite superfluous to produce even these lantern 
slides. 

Picture 1: We start from here in the small dome, where as a 
beginning there is, on the surface of the walls, a kind of flying 
child, immediately at the junction of the large and small 
domes. You see this flying child, which in its composition 
belongs to what follows on here on your left. The composition 
is of course entirely derived from the colour; yet it also forms 
an element in the configuration of the small dome. You 
understand the whole figure of this child here if you keep in 



mind the two adjacent forms. 


Picture 2: We will now put on the next picture. You see here 
as it were a figure of Faust. Here we are in the riddle Ages, 
just at the time when our fifth post-Atlantean age begins and 
here you find the only word written in letters, the Ich or I or 
Ego. In the whole Building you find nothing anywhere 
expressed in written letters. The intellectual method of 
representing a word, of this foundation word I or Ego, has so 
far its justification here, in that, with the commencement of the 
fifth post-Atlantean civilisation that in which ourselves stand 
— in the 15th century, developing further into the time of 
Faust, in the 16th century, that which was invisible appeared, 
that which expressed by mere symbols, by what had 
detached itself from Reality. That which lay at the bottom of 
the real ego-being of man was not grasped. In the universal 
spiritual evolution of humanity no image of the ego had been 
evolved. For, when man said “I” he had only an abstract idea 
in his mind. This is therefore the justification for introducing a 
wholly unreal representation of the ego through letters. And it 
falls into place naturally by the side of the Faust-figure. Do 
not, I beg you, attach any special value to my expression 
Faust-figure. The main thing is that in the whole composition 
this figure expresses what the spirit of .the age in that very 
epoch produces in the seeking man. You see it brought to 
expression especially in the eye, in the countenance, in the 
attitude of the hand, you see it expressed in the whole gesture 



of the figure. That we are reminded of Faust is what one might 
say — purely arbitrary. It is the man who in the fifth our post- 
Atlantean age actually seeks, which is the characteristic of our 
age. Of the real fundamental character of this seeking few 
men as yet are conscious. Since the 15th century we have 
evolved ever more a sort of philosophy of death, which is no 
longer capable of grappling with life. This is the result of the 
whole training which humanity had to pass through at the 
beginning of the fifth post-Atlantean period. During this period 
humanity has to develop the inner force of freedom, self- 
consciousness. Humanity can only do this by breaking adrift 
from nature. But to break adrift from nature means to identify 
oneself with the forces which in perceiving, alone understand 
death, recognise what is dead. All our ideas, all concepts 
which are the actual concepts of civilisation lead to death, are 
concerned with what is dead. And he who to-day is not 
himself dead, as most learned men are in soul, he who to-day 
is not himself dead as regards his seeking, finds in the 
seeking of these principles an incentive to what makes man 
free but is at the same time, I might say, the abyss or the 
dead. He has constantly the feeling: Thou makest thyself 
indeed free, but in so doing thou comest into proximity with 
death. Thus Death had to be brought into proximity with the 
Faust-figure. 

Picture 3:. This is below. Hero you see the seeking man, 
who to-day is under the impress, under the feeling of death, 



death which always accompanies the most important ideals in 
the search for knowledge. It would be unbearable to a feeling 
soul to have a sort of Faust-figure above and below to have 
death, and no counterpart in the composition. Therefore, 
before we come to this composition of Faust and Death, we 
have this flying child, which to some extent represents the 
contrast to the feeling of Death. Thus a Trinity is to be 
understood: Death, the Seeking Man and the young Child full 
of life. With this is painted in the small dome what may be 
presented as the Initiation of the fifth post-Atlantean time. The 
Initiation-wisdom of the fifth-post Atlantean time is not to be 
won without one’s having as it were full consciousness of the 
significance of Death, not only in human life, but in the life of 
the whole world as well. We possess indeed our powers of 
thinking because we continually bear the forces of death in 
our head. Were these forces which are active in our head for 
the purpose of thinking to penetrate our whole organism we 
should not be able to live, we should continually die. We only 
live because the tendency in our head to death is continually 
balanced by the tendency to life in the rest of our organism. 
That is, I may say briefly and lightly expressed in the abstract, 
the law of our time. When I tell you this, I can understand that 
it does not penetrate specially deeply into your hearts, into 
your souls. To have experienced, signifies something fearful; 
to have experienced that impulse which in every effort for 
knowledge says: What thou canst acquire as knowledge at 
the present time, thou owest to Death which penetrates more 



and more into the earth-life. What really must enter into the 
earth-life of humanity will only enter when this initiation- 
principle, now at the very beginning of its growth — the power 
of Death! — extends further and further and engenders the 
vital longing of the newer future humanity for the 
compensating spirit, for a youth who is already Jupiter, which 
is no longer earth-youth, which is already the youth of the next 
planetary embodiment of the earth. 

Picture 4: We now go back to what can-be pictorially 
represented of the fourth post-Atlantean (the Graeco-Latin) 
period of civilisation. A sort of form is given here in the 
paintings of the small dome, which in its whole configuration - 
you will particularly feel this when you look at the colouring of 
this figure in the small dome — which, in its whole 
configuration, in its whole nature, portrays the shining-in of the 
spiritual world into humanity during the fourth post-Atlantean 
period, as it was to be at that time. Above this figure you find 
those who gave the inspiration, of which I have not been able 
to obtain lantern slides from the photographs. You always find 
those who inspire, over the corresponding figures, only in the 
case of the fifth post-Atlantean period of civilisation, Death 
itself, appears from below and approaching man above is the 
real Being which inspires. 


Here you see above a kind of God, an Apollo-like form, as 
the inspirer. That which, through inspiration, is able to enter a 



human form of the fourth post-Atlantean period of civilisation 
comes into this figure. Thus you see the actual human history 
of the inner soul-development is painted in the small dome. Of 
course you must give up asking inartistic questions. When an 
artist paints a form on the wall, there is nothing in his soul 
that,can meet such a question as: What does this or that 
mean? The inartistic man will stand before this figure and say: 
What do there two or three heads mean on the left of the 
principal figure? That it not the question of an artist; it is the 
question which he who paints it will least of all be willing to 
answer, because for him visions have to form pictorially, they 
simply appear in space as forms in a vision. He perceives 
nothing whatever with which to meet the question: What does 
that mean? — but he feels a necessity from the creative 
cosmic forces to place a form, which is inspired just like this 
one, in the neighbourhood of that which has already been- 
represented in human form. 

I spoke of the creative forces themselves inherent in the 
colour-world. At the present time, if one sees any painting, 
one always has the image in one’s mind. This is just what 
must be overcome. There are many more elementary 
impressions which must possess the artistic soul. (I will 
explain more clearly in detail what I have to say). Suppose I 
simply make a smudge of colour, a yellow smudge, and add 
to it a blue smudge (see illustration). He who perceives colour 
as something actually living cannot experience other than, 



when he so perceives a colour in this way, a yellow smudge 
with a blue border, to see a head in profile. This follows of 
itself for him who carries the life of colour within him. Just two 
smudges of colour are, to him who possesses the creative 
idea of colour, that which at the came time leads to the 
experience of its essence. But anyone cannot, let us say, 
paint a face according to colour in such a way that he can 
say: I have seen a face, or indeed, have a model, and after 
this model I have formed a face, and it resembles it. Not in 
this way will painting be done in the future, but colour will be 
experienced, and the artist will turn away from everything 
naturalistic, from all copying, and from the colour itself that will 
be drawn out which already lies in it and which must 
necessarily be drawn out, if one has a living feeling with the 
life of colour itself. 

Picture 4a: Here you find a combination of what you have 
seen singly before: here above, the Flying Child, this Figure of 
the 16th century, below Death, the remainder less distinct. 

You see here above, the one inspiring, you can recognise him 
the higher inspirer of the figure you have just seen on this 
sheet but which is here very indistinct. It is, of course, difficult 
to reproduce in this rough way of colourless pictures things 
which have really only been lightly breathed into the colours 
on the walls. Such can only be understood, I might say, as a 
description of what is actually intended. 



Picture 5: Here you see the inspiring figures of the third 
post-Atlantean (the Egyptians) period of civilisation, those 
which inspire from the spiritual world that figure which will now 
appear in the next picture. 

Picture 6: We have here, inspired by the previous figures, 
the Initiates of the third post-Atlantean period of civilisation. 

Thus in the small dome the actual psychic evolution of 
humanity is painted, certainly not according to historical time, 
that you will see at once, but in an inner way. For now we are 
not going back simply to the earlier second post-Atlantean 
period of civilisation, but we are going back indeed to the 
Persian principle of Initiation, which also had developed out of 
the primeval Persian principle of Initiation, and is the 
Germanic principle of Initiation. 

Picture 7: So when we pass on to the next picture we have 
the Germanic principle of Initiation. This Germanic-Persian 
principle of Initiation is founded on a dualism, and everything 
depends on the understanding of the fact that the initiation of 
of the period of civilisation which took its rise in the primeval 
Persian period, continued its development in the Goethean 
period of civilisation. It spread geographically from Asia Minor, 
across the Black Sea northwards into Europe, and this 
Initiation-stream reaches its fulfilment in recognising the 
principle of man’s effort to seek the balance between Lucifer, 



whom you see on the right, and Ahriman on the left. The 
essential point is that we understand that this current of 
civilisation crust derive all force in the finding of the condition 
of equilibrium between the Luciferic and the Ahrimanic. And 
an attempt has been made, in this very figure, which is 
inspired by the Ahrimanic-Luciferic principle itself, by that 
which you see here on the right as Luciferic, and here on the 
left as Ahrimanic, to show in the attitude, in the whole 
physiognomy, that spirituality that must result from the 
realisation of this dualism, the Luciferic and the Ahrimanic, 
between which man has to find the balance. The fact that you 
see here the child as it were held up by the Initiate, for this 
there is no good foundation. For what flows into man through 
the inspiration of the dual principle, could not be endured, it 
would kill him inwardly, if he had not always the vision of 
youth, of the child. When you see this in the dome, you will 
observe that an earnest attempt has been made to draw out 
of the colours just what is meant here. An attempt has been 
made to draw out of the colours even the contrast between 
what is Luciferic and what is Ahrimanic. Only you must not 
analyse minutely, but seek what is essential in the artistic 
perception. 

Picture 8: Here you see Ahriman presented. There are not 
two Ahrimans, but Ahriman and his shadow. That is to say, 
Ahriman does not go about without his constant shadow 
accompanying him. Ahriman himself would be a much too 



freezing, too drying-up a principle of he appeared for instance 
in his full nature. It is most necessary to have near him his 
shadow which qualifies his freezing influence. If you study the 
colours in the small dome, you will see that in this particular 
shade of colour, the brownish-green, an attempt has been 
made to expi.ess the freezing effect of Ahriman; an attempt 
has been made to bring everything out of the colour. 

Picture 9: Here you see the Lucifer-theme. You will only 
understand the Luciferic and Ahrimanic principles fully if you 
see them in connection. If you simply look at Ahriman alone 
and Lucifer alone you will really understand neither; only 
when you have them side by side, because really Ahriman 
and Lucifer create and work in such a way in the universe that 
always whatever the one accomplishes is taken and made 
use of by the other, and vice versa. Thus their figures can 
only be rightly understood if one sees them in their living 
relationship to each other. The inspiration that come from 
these will be shown in the next picture. 

Picture 10: I had hoped to express in this countenance with 
its adequate colour what is possible to express in a figure 
standing under the influence of this dual principle. It is the 
need,of inner stability, and at the same time self-possession 
in temperament, in character and the joyous inclination 
towards that which is young and childlike, in order to bear all 
that which one experiences under the actual inspiring 



influence of the dual principle. 


Picture 11: Here we have the same again in another 
aspect. 

Picture 12: Here you see that into which our Period of 
civilisation will resolve itself. This picture is to be found nearer 
to the central Group, that of the representative of Humanity 
with Ahriman and Lucifer We have attempted to represent 
what had to be shown here as an Initiate, i.e. such a man who 
could embody the spiritual revelation of the coming 6th post- 
Atlantean period of civilisation, even now in advance, and we 
have attempted to represent such an Initiate through the 
medium of form and colour. For this reason we had to picture 
not a Russian of to-day: but that which is to be seen to a 
certain extent in every Russian to-day. every such Russian 
has his own shadow continually as his companion. He has 
always his second self who accompanies him, and that is 
what is here expressed. 

But you must realise that that which is here inspiring him is 
more spiritual compared with the earlier source of inspiration. 
Hence this angel-like form which here appears in its whole 
outline growing out of the blue. You will see more clearly in 
the next picture the kind of centaur-figure which is essentially 
necessary to the inspiring Being. You see, this inspiration 
leads at the same time out into the starry world. We recognise 



again man in his connection with that in the Cosmos which is 
external to the earth. But the Being which inspires is no longer 
to be conceived of in human likeness. In our attempt to show 
form we come to figures which are no longer human-like 
which have certain qualities of form which recall the qualities 
and temperament of man but are no longer human as such. 

Picture 13: (Centaur) 

Picture 14: Here is this inspiring figure which is a figure of 
the Cosmos and at the same time in connection with that 
which still tends towards the human, but is an angel-like Being 
born wholly out of the colour of the clouds. This is what we 
see as the colour Inspirer. 

Picture 15: The came Being; only there is more to see; the 
Initiates are here to be seen. Of course the whole effect lies in 
the colour composition, which, naturally, is here wholly 
lacking. 

Picture 16: Here we see the upper portion of the Central 
Group. The middle figure shows the Representative of 
Humanity, above it, Lucifer. 

The middle figure is represented in the painting — under it 
the Group which is the Chief Group stands — is here 
represented in painting where the space is small, so as to 
represent the Luciferic and Ahrimanic principles in one figure 



only; while, in the plastic Group, on account of the weight, on 
account of the proportions of the space they are given in 
double form. 

This figure is only to be understood through the colours, 
through the Red colour out of which it is chiefly composed 
together with some other shades of colour. And here we are 
shown how man is seeking the state of equilibrium between 
that which is Luciferic and that which is Ahrimanic. This 
search for the state of balance is to certain extent to be found 
in man as much physically and physiologically as also in his 
soul and spirit. 

From a physiological, from a physical point of view, man is 
not that simple growing being that he is often represented to 
be in superficial science, an inclines continually on the one 
hand towards ossification, and on the other hand towards .a 
softening gelatinous condition. 

The tendency in a man towards softening, which arises 
when the blood gains the upper hand, comes from Luciferic 
influences. Where the Luciferic influence tends to gain the 
upper hand physiologically in the human being, where 
feverish phenomena appears physiologically in man as actual 
formative principles, the Luciferic influence is predominant. As 
a result, the human form approximates more and more to this 
form. Man had this form during the ancient-moon period. In 



other words: if that principle which is specially the principle of 
growth in heart and lungs were alone to rule the human being, 
man would preserve such a form. Only through the fact that 
the Ahrimanic principle is found at the opposite pole to the 
Luciferic, the physiological state of equilibrium is maintained 
between that which the blood brings about and that which is 
produced by the ossifying tendency. This is the case viewed 
physiologically, from the point of view of the physical body. 

From the point of view of the soul one may say: man is 
continually on the search for the state of balance between 
excessive enthusiasm, which is Luciferic, and that which is 
prosaic, materialistic, abstract, which is Ahrimanic. From the 
point of view of the spirit: man is continually seeking the 
balance between theca conditions of consciousness which 
are specially permeated with Light where the consciousness 
is awakened through the irradiation, through the illumination 
of the soul; through the Luciferic. And the opposite pole is that 
through which weight, gravity, electricity, magnetism, in short, 
all that which holds one down, bring about the consciousness 
of self, the attainment of consciousness: all this is Ahrimanic. 
Man is always seeking the balance between these two 
conditions, and we may observe how that all that man can 
make man more conscious, that can bring him away, from the 
middle.path always inclines either to the one side or the other, 
the Luciferic or Ahrimanic. It would be of immense importance 
even for the study of human physical organism, if we 



discarded the merely theoretical principle of growth, that of 
the One principle, and took into consideration that polarically- 
opposed impulses of growth are present in man as if 
interwoven, intermingled with each other. The other impulse 
of growth is Ahrimanic. 

Picture 17: Here is the exact opposite. In every shape, in 
every line you will see the exact opposite of Lucifer, in this 
Ahriman, who as it were grows out of the masses of rock, i.e. 
out of the solid conditions of the earth. His aim is to approach 
man and so lay hold of him with his force of gravity, (his 
solidity) that at the same time he slays him with ossification or 
presses him to death in barren materialism. This is what is 
expressed in this figure of Ahriman. He appears as if slain by 
light, hence the rays of which bind him wit) cords so that he is 
fettered by them. In between we have man - man himself. 

Picture 18: The real man, who represents the condition of 
equilibrium, under him Ahriman, above him Lucifer. 

I expressly draw your attention to this, that here again it is 
not essential to aim at the visionary conception of the Christ. 
The essential is that we feel what is here presented in this 
figure. Then we shall arrive ourselves, through the art 
representation, to the Christ. That is, we shall discover the 
central being of all earth’s existence, the Christ, when we 
experience that which is to be felt in this form. The Christ may 



to-day discovered purely spiritually. But we must rightly 
understand man and rightly perceive him. 

On the other hand it may be said: he who to-day 
understands and smypathises with that which man can suffer, 
with that which he can enjoy, he who fully realises how man 
can go astray or raise himself towards one side or the other, 
he who is striving after a real self-knowledge, if he only goes 
far enough along the road of feeling, perception and will, he 
will discover the Christ. And he will then be able to find again 
in the Gospels, in all historical documents, the Christ he has 
discovered. We cannot to-day really attain to true knowledge 
of man without attaining to the knowledge of the Christ. 

Even along physiological, biological lines if we rightly 
conceive of man in his physical form we shall come to the 
understanding of the Christ. It is just the task of the fifth post- 
Atlantean time to attain more and more to this understanding 
of the Christ. Hence there could not be a visionary Christ- 
figure, concerning which one merely enquired its significance, 
in the central point of our Building, but the Representative of 
Humanity, in which the Christ to a certain extent appears in 
his essence. This is what I would beg you always to consider 
concerning these things; not to start out from the prosaic 
intellectual, riot from the symbolic, not from the visionary to 
set out from that which is really there on the wall, not from that 
which may be imagined about it. That which should fill our 



thought should come forth from that which is on the wall itself. 


Of course that which is on the wall is only imperfectly 
executed, but every beginning must be imperfect; even the 
gothic architecture, when it first appeared was imperfect. The 
perfect will undoubtedly follow out of that which has here been 
attempted. This is not to say that earnest effort has not been 
made to find the true Representative of, Humanity by every 
means of the art of occult investigation. You see, that figure of 
Christ which is the traditional one arose only in the 6th century 
after Christ. For myself, I only give this out as a fact, but do 
not require from anyone that he accept it as a dogma of belief, 
for myself I am quite clear on the point, it is for me a fact, that 
the Christ Jesus who walked in Palestine had this 
countenance, which you may see on the carved figure. And 
the attempt has only been made to represent in the 
expressive gesture that which one sees more when the 
etheric body is observed than when one observes the 
physical body. Hence also, the strongly-marked asymmetry 
which we have dared to portray. This asymmetry is present in 
every human countenance, naturally not in this strength, but 
the human countenance is thus indeed, especially as at 
present man wears in many respects an untrue mask. When 
humanity will have reached a certain spiritualisation in the 6th 
and specially the 7th post-Atlantean period where physical 
man will no longer live on the earth, then man will wear his 
true countenance, i.e. will express in his countenance what he 



is really worth within. 


But all this — I should like to point out — is very difficult for 
the paint-brush or chisel to represent in the painting and 
sculpture and that which we have attempted to express as the 
Representative of Humanity. As imperfect as these things 
may be, he who studies them will find that the secrets, the 
mysteries of human evolution are actually sainted in this little 
cupola. He will certainly find that which is meant to be 
expressed., may be experienced from out of the colour, and 
that these pictures can only indicate to you what you are 
capable of feeling, when, on receiving the information which I 
have given you to-day, you expect nothing symbolic, nothing 
about which man can enquire the meaning, but when you — 
rather, with the information I have given you to-day, seek to 
feel that which is painted into this little cupola. 

Picture 19: Now I want to show the other view of the 
heating-house. Yesterday I showed the front view, and you 
see that this heating-house is thought out as a whole, so that 
its side-view to a certain extent stands full in harmony with the 
whole, as I yesterday, through the comparison with the 
nutshell, explained to you. 

I have tried to give you to-day what we have up to the 
present in pictures. I should like to say that the actual attempt 
has been made with this Building to make the conception of 



the Building as far as possible a unity. For example, you see 
the Building covered over with Norwegian slate. Once when I 
was travelling on a lecture tour from Christiania to Bergen, I 
saw on the mountain slopes the wonderful slate-quarries of 
the neighbourhood of Voss, and the thought came to me that 
our Building must be covered with this slate. You will find, if 
you strike a favourable day, and desire to see the thing, that 
the particular blue-grey glistening of the dome — the covering 
of this slate — in the sun, makes an impression which is 
suited to the Building in its dignity. 

This is what I am able to say concerning the Building, in 
reference to these pictures. I wanted.to make this Building 
comprehensible to our friends who are willing to undertake 
the,risk of making it known to and understood by those to 
whom the Goetheanum in Dornach is perhaps nothing but a 
name they have heard, and to whom the place is only a 
geographical idea. I wanted to give this exhibition for those 
friends who are willing to bring before the understanding of 
those who are thus placed what will proceed from the 
Geotheanum for, the future of the evolution of humanity. It is 
of great importance that this visible token of Spiritual Science 
from the point of view of Anthroposophy should be accurately 
brought to the knowledge of the world, and that it is made to a 
certain extent the centre-point of our considerations and of 
our feeling within our anthroposophical world-conception. 



He who truly feels at what a turning-point the evolution of 
humanity has arrived in the present day, he will really indeed 
find within himself the necessary stimulus to make known 
what is here being carried out in Dornach. There are not many 
to-day who see how strongly the forces of human historical 
forms, coming from the past, act as destructive forces. We 
have indeed submitted to the destructive forces in Europe 
during the last 4 or 5 years; only the very few have wished 
actually to think over and appreciate what really happened. 
Those who do appreciate it will surely feel that nothing is to be 
gained for the further development of humanity from that 
which has been brought over from old times, that literally the 
new revelation which presses in upon us since the last third of 
the Nth century must be received by this world of ours. 

No one can think socially to-day without taking up the 
impulses which come to us from this knowledge which has 
been described. We must painfully, really painfully, realise, 
when we hear that there are to-day men who say: Oh Spiritual 
Science according to Anthroposophy was very pleasant, as 
long as it was Spiritual Science ,as long as it did not bother 
itself with outride things, as for example, “The Threefold 
State” does. There have arisen individual men among the 
earlier followers of Anthroposophical Spiritual Science who 
say: Spiritual Science was very acceptable to us by itself; with 
the social aspect we cannot and will not identify ourselves. 
Such an attitude of mind is sectarian, and that is what our 



movement truly never wished to be; this sectarianism only 
strives after a certain spiritual voluptuousness. I should like to 
know how anyone can be so without heart, so terribly 
heartless in the presence of such impulses as are appearing 
in the evolution of humanity as to say: I want something that 
comforts my soul, that assures me of immortality, but I won’t 
touch it if this spiritual striving is to have a practical social 
result. Is it not heartless in such a time as this, not to wish for 
a practical result from that for which we are striving spiritually? 

Is it not the most confused mysticism to as it were fold the 
hands and say to oneself: For my soul I will have Spiritual 
Science but this Spiritual Science must have no social result. 

It is heartlessness. For how terrible it is to think that to anyone 
this Spiritual Science should be the most important thing in 
life, and that it should have no counsel to give in the present- 
day burdened social condition of humanity. That is the good of 
this Spiritual Science if it contains no help towards which 
humanity to-day may turn! Shall it be quite unfruitful, this 
Spiritual Science, for life? Does it only exist to pour into men a 
spiritual bliss? No, only thus can it preserve itself, by creating 
out of itself actual practical results. And it means that true 
Spiritual Science is not understood if men will not advance to 
practical results. And Spiritual Science must not be mere 
visionary knowledge, Spiritual Science must be actual life. 
Therefore it is always such a great pain that not very many 
more human souls are able to rouse themselves out of the 



impulses of Spiritual Science to the great interests of 
humanity to-day. To-day that which affects the individual is of 
such infinitesimal importance as compared with that which is 
fermenting and working in humanity, and the moment one 
occupies oneself with anything personal, the thought is 
immediately directed the great interests of humanity. But how 
many people think like this? For I must remember, how 
necessary it really is to communicate certain esoteric truths to 
humanity, and yet how impossible this is because there is 
really no set of people in whom really the impersonal objective 
principles have the value that they should have. It is a 
pressing necessity to communicate certain truths of Initiation 
to humanity. Only it cannot be done, when one has to do with 
men who the whole day long are only occupied with their own 
personal interests, as if they were of the highest importance. 
To turn our eyes to the human interests, that is what is of 
such immense importance. He who does this will see very 
very much to-day. 

I have to draw your attention again and again to the 
beginning of this battle-storm which will arise with all sorts of 
slander and lies against Anthroposophical Spiritual Science. 
Men do not want to believe this, but it is true; Spiritual Science 
will not be fought primarily on account of its faults; these 
would be forgiven it; Spiritual Science will be attacked just 
when it succeeds in accomplishing something good. And the 
hottest and most infamous attack will be directed against that 



which Spiritual Science can do of good. 


Each one must examine himself, whilst continually 
observing with true inner force that which can only be 
criticised as relentless opposition to Spiritual Science, 
whether he does not perhaps carry in himself too much of that 
attitude which does not attack the failings but rather the good 
sides of Spiritual Science. Much of this sort might be 
pondered over to-day: And this sort of thing must continually 
be pointed out. And the time must certainly come firstly, in 
which it will be possible not to have to approach closed doors 
with the communication of certain esoteric truths, because 
men are only occupied with their own personal interests, and 
secondly in which it will also be possible to bring the most 
important things when they are spoken, actually home to the 
hearts of men. As a rule one may proclaim things of the 
greatest significance — men take them only as a kind of 
theoretical knowledge, and hence they do not penetrate into, 
their hearts and affect them deeply; whilst everyday things, 
humdrum things even perhaps relatively big things, penetrate 
easily into the hearts of men. 

This is what we must before all else strive for; that that 
which is drawn from the Spirit shall truly penetrate right into 
the heart, into the soul, that it does not remain merely in our 
understanding. Much of the most important of that which has 
been spoken to-day, which may already be found in the 



teachings of Spiritual Science or Anthroposophy, bears no 
fruit on this account, that men let it get no further than their 
understanding, and then they say perhaps: This is something 
which should only be grasped by the understanding: But that 
is their own desire — to leave it only to the understanding, 
because they only take it as a wisdom for the head, and do 
not let it reach their hearts. This observation I wish to link on 
to the Introduction I have given you of the Building. 



